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ABSTRACT 


Beginning with the second half of the 20 century, the "concerto for orchestra", in variable 
instrumental components (with or without obbligato instrument/instruments), has become 
one of the very well represented genres in Romanian music. Notable representatives of 
Romanian composition such as Doru Popovici, Zeno Vancea, Dan Buciu and others have 
turned their attention to a musical genre in which the orchestra is treated as a concertante 
instrument. This implies the combination of certain forms and writing styles in which the 
musical ideas are developed into ample forms with a specific orchestration, close to the 
symphonic characteristics, but which also considers the emancipation within the orchestral 
ensemble of certain instruments, whose investment with a soloistic role and revelation of 
certain virtuosity techniques contribute to the creation of the concertante spirit in all its 
components: melodic, rhythmic, dynamic and timbral-coloristic. 

Keywords: 20"-century Romanian music, concerto for orchestra, Doru Popovici, 

Zeno Vancea, Dan Buciu. 


The concerto is "a musical genre, a composition written for one or more 
soloists who are accompanied by a symphony or chamber orchestra"!'. The 
concerto genre is accessible to and appreciated by music lovers because, on the one 
hand, it conveys a content that is easier to understand, and, on the other hand, it 
allows revealing the performers' expressive and technical abilities. 


! Dumitru Bughici, Dictionar de forme si genuri muzicale [Dictionary of Musical Forms and Genres], 
Editura Muzicalá, Bucharest, 1974, p. 71. 
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During the 17^ and 18" centuries, the development of the musical science 
and the improvement of the musical instruments led to the emergence of new 
instruments. At the same time, the soloists' desire to assert themselves and their 
efforts to enrich their means of expression determined the appearance and 
successive evolution of two types of concertos: 

1. The "concerto grosso" or the “big concerto", cultivated during the 
period when the polyphonic style was at its height, while also containing many 
homophonic elements, in terms of tonal levels, as well as a main melodic line, 
played by one or more instruments, accompanied by the rest of the ensemble. 
Representative composers: Antonio Vivaldi in Italy, Georg Philipp Telemann and 
Johann Sebastian Bach in Germany, Georg Friedrich Handel in England. One of the 
defining elements of the big concerto is the dialogue between concertino (soloist or 
soloistic group) and ripieno (orchestral ensemble); 

2. The “classical concerto", so named because Wolfgang Amadeus Mozart 
established the new type of concerto under the new historical conditions of the 
Viennese Classical School. The composer's merit consists in outlining the three 
movement cycle based on the principle of contrast between movements (fast, slow, 
fast), the double exposition of the orchestra and soloist (the first exposition played 
by the orchestra, sometimes presenting exactly the thematic material that will be 
later exposed by the soloist, but with no obligatory tonal contrast). The history of 
the development of the classical concerto was shaped by important 
representatives: Ludwig van Beethoven (who introduced the principles of 
symphonism), Franz Liszt (who integrated the characteristics of the symphonic 
poem with the concerto) Robert Schumann, Frédéric Chopin (the two piano 
concertos), Johannes Brahms (Concerto for Piano and Orchestra No. 2 in B flat Major, 
Op. 83 — a "symphony with piano obbligato"?) Maurice Ravel, Pyotr Ilyich 
Tchaikovsky (Concerto for Violin and Orchestra) etc. 

The contemporary concerto is marked by Béla Bartók's oeuvre), in which 
elements of polyphony are combined with homophonic ones, creating a synthesis 
of language and form. 


The Concerto in Romanian Music 

In the Romanian music of the second half of the 20% century, some of the 
Romanian composers approached the concerto for orchestra genre and a style with 
chamber tendencies, namely that of the concerto for string orchestra, in which 
"certain neoclassical influences are felt and whose authors frequently resort to the 


2 Joana Stefánescu, O istorie a muzicii universale [A History of World Music], Vol. 3, De la Schubert la 
Brahms [From Schubert to Brahms], Editura Fundatiei Culturale Romane, Bucharest, 1998, p. 501. 
3 Example Concertul pentru orchestra de coarde [Concerto for String Orchestra], composed in 1943. 
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structure of the Baroque genre, expressed through the dialogue between soloists 
and tutti”. 

Thus, beginning with the second half of the 20" century, many seasoned 
Romanian composers have approached the concerto from two perspectives. On the 
one hand, the “concerto for string orchestra” was cultivated along with a frequent 
recourse to the structure of the Baroque genre of the concerto grosso, expressed 
through the dialogue between concertino and tutti. Representatives: Sigismund 
Todutá, Paul Constantinescu, Ion Dumitrescu, Aurel Stroe, Ovidiu Varga, Tudor 
Ciortea, Lucian Metianu etc. On the other hand, we encounter the “concerto for 
orchestra” for variable instruments, either in the configuration of a large orchestral 
formation — of the symphony orchestra or smaller — of the chamber orchestra, or in 
that of an orchestra with one or more obbligato instruments. The composers of this 
musical genre turn their attention to the orchestra as a concerto instrument. 
Representatives: Anatol Vieru, Theodor Grigoriu, Ludovic Feldman, Doru 
Popovici, Zeno Vancea, Martian Negrea, Walter Mihai Klepper, Aurel Popa, Dan 
Buciu, Stefan Niculescu, Pascal Bentoiu, Aurel Stroe, Gyórgy Ligeti, Dumitru 
Bughici, Tiberiu Olah etc. 

This second category is the subject of our study on the instrumental music 
written by representative composers of the Romanian musical culture. Below are 
brief analyses of concerto works written by great Romanian composers, 
accompanied by musical examples. 


Representative Romanian Composers and the Concerto for Orchestra Genre 
Doru Popovici 

The Concerto for Orchestra, Op. 17° is a small-scale concerto of chamber 
proportions, scored for 2 flutes, 2 oboes, 2 clarinets in B, 2 bassoons, 2 horns in F, 
a trumpet in C, tympani, xylophone and the string group. 

If we analyse the form of this concerto, we notice a less common sequence 
of the three traditional movements of the concerto. The first movement, written in 
song form, consists of three sections. 

The 1st section, Grave, con dolore ritenuto, begins with a modal-chromatic 
theme of a restrained gravity, intoned by the solo oboe: 


^ Ani-Rafaela Carabenciov, Concertul pentru orchestra de coarde in creația muzicală românească din a doua 
jumătate a secolului XX [The Concerto for String Orchestra in the Romanian Music of the Second Half of 
the 20'^ Century], Risoprint, Cluj-Napoca, 2013, p. 7. 

5 Concertul pentru orchestră [Concerto for Orchestra], Op. 17 was composed in 1960. The concerto lasts, 
on average, 12 '. The score was published by Editura Muzicalá, Bucharest, 1964. 
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Fig. 1. Doru Popovici, Concerto for Orchestra, Op. 17, 1* movement, mm. 1-6. 


The dramatic tension increases through the contribution of the other 
instruments, especially that of the winds, which engage in a dialogue with snippets 
of that theme, while the strings only punctuate in pizzicato, in unison, in p, a beat or 
two in each measure. The composer employs (almost in every measure) the metric 
alternation of some exceptional measures with binary and ternary measures (5/4; 
4/4; 3/4; 6/4; 7/4; 2/4; 5/8). 

The 24 section (no. 4-6 in the score), Tragico ... Poco rubato, also exploits the 
strings in order to reach a dramatic climax in sff, in which the main contribution 
comes from the low strings (viola, cello, double bass) and the bassoon in divisi, all 
in unison. After the rest with fermata (m. 31), the short rhythmic-melodic motifs, 
played consecutively by the solo clarinet, violin 1, violin 2 and viola, lead to the 
reiteration of the initial section in a painful resignation, as indicated by the author — 
Tempo | pensieroso, molto tranquillo, doloroso ... con ressegnazione ... or, perhaps, in a 
calm and elevated meditation. 

The 2^4 movement, Allegretto scherzando, is built in an atypical form of 
Scherzo, in that after the Trio, the reprise of the scherzo is eliminated. The scherzo 
proper, with an A-B-Av ternary structure characterized by youthful vigour and 
liveliness, begins with an enthusiastic, intensely chromatized theme, exposed by 
the violins 1, whose motifs have a major contribution to the construction of the 
entire setting of the melodic discourse of the three sections, being taken over by 
each of the instruments, then culminating in a tutti (in section B), to dissipate again 
before returning to section Av: 


Allegretto, scherzando P 


Fig. 2. Doru Popovici, Concerto for Orchestra, Op. 17, 2"4 movement, mm. 1-4. 


In contrast to the Scherzo, the Trio in Andante, ma non troppo is a free fugato 
on a lyrical theme, intensely chromatized (see fig. 3). The number of voices 
increases constantly (viola in unison with the cello, violin 2, violin 1, flute, oboe, 
horn) until a culmination is reached, then gradually decreases, until the solo violin 
imposes itself towards the end, bringing back the theme in a varied form. Finally, 
over a pedal point in the low strings (on the note A), the flute, oboe, clarinet, horns, 
trumpet and cello play, consecutively, short flashes of the theme. 
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Fig. 3. Doru Popovici, Concerto for Orchestra, Op. 17, 2"4 movement, Trio, mm. 7-15. 


The 3:4 movement, Allegro, poco moderato, is in sonata form. The exposition 
of the sonata form, with inverted reprise, consists of two sections. Section 1, 
Allegro, poco moderato, begins with an energetic and vigorous Theme A, played by 
the horns in F: 


Uorni in Fa J 
4 


Jf eon vigore 


Fig. 4. Doru Popovici, Concerto for Orchestra, Op. 17, 3* movement, mm. 1-4. 


Theme B, anticipating Section 2, Molto tranquillo, presented by the oboe, is 
much more concise and is subsequently amplified by the horn and clarinet: 
[1] 


Fig. 5. Doru Popovici, Concerto for Orchestra, Op. 17, 3" movement, theme B, mm. 1-2. 
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Theme B in the variant played by Theme B in the variant played by the 
the horn: clarinet: 


- = joe 


P= ——— 


Fig. 6. Doru Popovici, Concerto for  Fig.7. Doru Popovici, Concerto for Orchestra, 
Orchestra, Op. 17, 3* movement, Theme Op. 17, 34 movement, Theme B, mm. 2-3. 
B, m. 2. 


The Coda of the sonata exposition, Con vigore, exploits particularly the 
expressive resources of Theme A. Theme A is first recalled by the horn in its 
original form, then the Coda acts as its developmental episode. The development, 
Tempo giusto, is based mainly on the motif of Theme B, as well as on rhythmic- 
melodic elements taken from the Scherzo of the 2^4 movement. In particular, the 
following inverted motif of the Scherzo theme is recalled: 


mp 


Fig. 8. Doru Popovici, Concerto for Orchestra, Op. 17, 3* movement, m. 4. 


In its first section, Tempo I, molto tranquillo, the inverted reprise brings back 
Theme B, in reverse order of its presentation in the exposition, only in the clarinet 
and horn variants. In the second section of the reprise, Robusto, although Theme A 
is not repeated as it would be natural, the author brings back to attention elements 
from the coda of the exposition and from the Scherzo of the 27? movement, namely 
the inverted motif of the Scherzo theme, presented in imitation by the viola and 
cello sections, followed by violin 2, then by violin 1. 
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Fig. 9. Doru Popovici, Concerto for Orchestra, Op. 17, 3* movement, mm. 8-9. 
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The extremely concise Coda concludes “the work in an atmosphere of 
enthusiasm and vigour"$. Following this brief analysis we notice that each of the 
instruments, especially the winds, frequently receives short soloistic roles, 
calibrating the participation of the orchestra so as to achieve a suggestive melodic 
discourse, with elements of cyclicity. We also notice that the author develops the 
rhythmic-melodic resources of the atonal themes to create dynamic sequences of 
increasing tension, intertwined with moments of expressive lyricism. 


Zeno Vancea 

The Concerto for Orchestra? was composed in 1961 and combines traditional 
architectural devices of the Baroque polyphony such as: the invention (in the 
introduction), the ricercar (in the 1* movement), the passacaglia (in the 
274 movement), the fugue (in the 3'* movement). The Andante poco sostenuto 
introduction is in a continuous alternation of ternary and binary measures (6/8; 4/8; 
3/8; 9/8; 5/8), which gives the melodic discourse a certain uneasiness. It is built in 
the form of an "invention" on an extended theme, whose first part is presented by 
the violin 1, which in the second part is joined in unison by the clarinet. The theme 
will reappear in a transfigured version both in the theme of the ricercar of the 1* 
movement and in the theme of the fugue of the last movement. The 16 notes of the 
chromatic scale (F-D), through a gradual zigzag intervallic opening, lead to the 
configuration of a tense melody: 


Andante poco sostenuto e «os 1.2 
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Fig. 10. Zeno Vancea, Concerto for Orchestra, Introduction, mm. 1-5. 


The element that completes the exposed theme (initially, by the violin 1, 
doubled by the clarinet) is a motif played by the flute, with a rhythmic-melodic 
formula in glissando, creating a piercing sound, like a sonic "lightning bolt”8. 


6 Ani-Rafaela Carabenciov, Muzica concertantă pentru orchestra în cultura muzicală românească din a doua 
jumătate a secolului XX [Concertante Music for Orchestra in the Romanian Musical Culture of the Second 
Half of the 20'^ Century], Risoprint, Cluj-Napoca, 2013, p. 62. 

7 Zeno Vancea, Concertul pentru orchestră [Concerto for Orchestra], score written in 1961 and printed by 
Editura Muzicală, Bucharest, 1963. 

8 Carmen Stoianov, Neoclasicism muzical românesc. Secolul XX [Romanian Musical Neoclassicism. The 
20% Century], Editura Fundației “România de Mâine”, Bucharest, 2001, p. 168. 
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Fig. 11. Zeno Vancea, Concerto for Orchestra, Introduction, m. 6. 


The melodic material is frequently presented in imitations by two or three 
instruments: flute-oboe, flute-oboe-clarinet or flute-oboe-piano, and alternates with 
imitations in the strings. The musical discourse created suggests a meditative 
mood. The 1: movement, Sonata-Ricercare, Allegro moderato (pesante), in 5/4, bursts 
out monumentally in a strong contrast to the introduction, with the unison 
presentation of the theme leaving its mark on the entire movement: 


Allegro qiaderato » =o 


Fig. 12. Zeno Vancea, Concerto for Orchestra, 1* movement, mm 1-4. 


In this movement, the melodic discourse unfolds along two large 
structures of the sonata form, followed by a recapitulation, built on a single theme, 
whose motifs are in a continuous polyphonic interweaving of the voices in the free 
style of the ricercar. The woodwinds (flute, oboe, clarinet) are engaged in a 
dialogue with the brass (trumpet and horn) and strings, frequently in unison, in 
"imitative and responsive takeovers of the tutti moments, with soloistic concertante 
moments. The middle section presents a continuous interweaving of the voices, 
with densely imitative sections in stretto of the dialogue of the soloistic groups, 
especially of the winds"?. 

In the recapitulation we first hear the inverted motifs of the theme, with 
which the second section begins in a canon played by the flute, cello and clarinet, 
continued by the other instruments, in a dialogue of violin 2 with violin 1, then 
continued until the entire orchestra is mobilised on the note D. The contribution of 
the percussion instruments is exclusively coloristic, whereas the piano makes its 
presence felt mainly through chord structures in octaves. 

In the 2^4 movement, Passacaglia, in Lento tempo and 3/4 time, the theme is 
initially presented by the violas, then the violin 2 enters in a slow fugato, at the 
minor third below: 


9 Ani-Rafaela Carabenciov, op. cit., p. 69. 
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Fig. 13. Zeno Vancea, Concerto for Orchestra, 2^4 movement, Passacaglia, mm. 1- 9. 


The theme is repeated twice by the violas, with the cello joining in on the 
same note A upon the second iteration, with a free counterpoint in the violin 1 and 
violin 2. The repeated presentation of the theme is followed by the variations 
which "develop this idea by departing from the model in order to continuously 
renew the atmosphere, moving from one mood to another, from one image to 
another" 1o, 

When Tempo 1, Lento, returns, the original theme, presented in augmented 
values by the viola, opens up the cycle of the last variations, like a sort of "succinct 
recapitulation". 

The finale of the concerto is a Fugue based on the structure: exposition — 
middle recapitulation — final recapitulation, whose strong expression brings back 
the dynamism and vigour of the 1* movement: 
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Fig. 14. Zeno Vancea, Concerto for Orchestra, 34 movement, finale, mm. 1-7. 


10 Ani-Rafaela Carabenciov, op. cit., p. 76. 
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We should note that in the final recapitulation, the theme is played by the 
trumpet, while the violins accompany it with a long trill on the note A, which gives 
it a certain solemnity: 
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Fig. 15. Zeno Vancea, Concerto for Orchestra, 3* movement, finale, mm. 84-97. 


The Concerto for Orchestra illustrates the composer's penchant for the 
polyphonic language and demonstrates his thorough knowledge of the 
neoclassical conception. 

Based on this brief analysis, we can rightfully say that Zeno Vancea 
employs “a writing style whose forms follow the tendencies of reiteration of 
certain characteristic techniques, which led to the maturity stage of the 
contemporary Romanian neoclassicism" !. 


Dan Buciu 

Scene pentru orchestra si pian [Scenes for Orchestra and Piano]? is structured 
in four movements: the 1* movement, Andante molto, is very short and plays an 
introductory role. It is already in this movement that the idea of modalism stands 
out, which also pervades the entire work, as remarked by Ruxandra Arzoiu: 
"already in the theme of the introduction, through a motif that runs throughout the 
work, emphasizing the typical oscillation of the major and minor third". 


Adagio, più libero (rubato) 


Fig. 16. Dan Buciu, Scenes for Orchestra and Piano, 1* movement, m. 1. 


1 Ani-Rafaela Carabenciov, op. cit., p. 156. 

12 Dan Buciu, Scene pentru orchestră si pian [Scenes for Orchestra and Piano], composed between 1967 and 
1968, score in manuscript form. 

13 Ruxandra Arzoiu, Portret Dan Buciu [Dan Buciu Portrait], in the Muzica journal, No. 3, 1994, pp. 28- 
29. 
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In the exposition of the 1* movement, Allegro molto moderato ma energico, 
Theme 1, treated in a serial manner, is presented in a (descending) hexatonic 
arrangement, without being counterpointed, in different registers, as follows: on 
"C" (piano), “B flat" (violas), "A flat" (violin 1), “G flat" (cello) and "E" (double 
bass): 
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Fig. 17. Dan Buciu, Scenes for Orchestra and Piano, 2^? movement, Allegro molto, mm. 16-17. 


A developmental episode follows (rehearsal mark 15), acting as a bridge, 
in which Theme 1 appears in stretto 1, in different forms: inverted and varied 
(violin 1), reworked (violin 2), complete (cello and viola), incomplete (double bass). 
A stretto 2 occurs at rehearsal mark 20, based on motifs of the theme, in the winds 
section (flute, then oboe). Theme 2 is more cantabile, but "related to the first one, 
especially with its second motif, due to the augmented fourth interval" ^. 
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Fig. 18. Dan Buciu, Scenes for Orchestra and Piano, 2^? movement, mm. 25-27. 


Polyphonic techniques are used both in its presentation by the trumpet 
and then by the trombone 1, horn, oboe and clarinet, and in its elaboration, in 
which the rhythmic variations are particularly noticeable. In the 3" movement, 
Adagio, the exposition begins with Theme 1, treated in a serial manner, played 
monodically by the violin 1. 


—> &à —— 
2 one e, — 
f d. a 2 a 


A 
Vis. i & Y 1 ET r^ X53. an -— d 


*[9w» 
NI. 


xp pp 


Fig. 19. Dan Buciu, Scenes for Orchestra and Piano, 3'* movement, mm. 1-11. 


Over its last note, "the solo piano plays the Theme 2 (dramatico), in varied 
meter (3/8, 4/4, 3/4, 2/4, 4/4), rehearsal mark 225 with auftakt"!5. 


14 Ruxandra Arzoiu, op. cit. p. 29. 
15 Ani-Rafaela Carabenciov, op. cit., p. 124. 
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Fig. 20. Dan Buciu, Scene pentru orchestra si pian [Scenes for Orchestra and Piano], 
3™4 movement, Theme 2, mm. 225-227. 


Subsequently, a first variation is presented based on the melody of Theme 
1. Presented by different wind instruments (oboe 1, clarinet 1, bassoon 1, 
contrabassoon, clarinet 1, oboe 1, piccolo flute), it creates a “melody of timbres". 

In the conclusion, the solo piano returns with motifs from the 
1* (introductory) movement, namely, with arpeggiated chords and the motif with 
the major third/minor third oscillation, over which the flute 1 plays a motif from 
the Theme 2. The finale, i.e. the 4^ movement, Allegro assai, is "attacked directly, 
without pause, with the first three measures having an introductory role"!6. Theme 
lis "very incisive and rhythmic, suited to developments and especially to the 
timbre of the percussion ostinato” 1 and is presented by the soloist instrument. 
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Fig. 21. Dan Buciu, Scenes for Orchestra and Piano, 4^ movement, Finale, Theme 1, mm. 25-30. 


Theme 2 (played by the piano in octaves) is contrasting, due to its lyrical, 
cantabile quality; it is also exposed by the soloist instrument, in the low register, on 
the left hand. 
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Fig. 22. Dan Buciu, Scenes for Orchestra and Piano, 4^ movement, Finale, Theme 2, mm. 52-57. 


16 [dem. 


17 Ruxandra Arzoiu, op. cit., p. 29. 
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After the presentation of the theme on the piano, it is then taken over by 
the horn, trombone 1, violin 2, violin 1, oboe, then at rehearsal mark 85 it is played 
simultaneously by the winds (flute 1, piccolo flute, oboe, trumpet) and violins. 

The conclusion of the exposition (rehearsal mark 95) begins with frequent 
changes of measure, then the atmosphere grows gradually quieter, into a general 
pause. The development section (rehearsal mark 109) is short and is based on “an 
ostinato melodic formula, first played by the trumpets, then continued by the solo 
piano with a musical idea recalling motifs from the two themes, then the ostinato 
rhythmic formula is successively taken over by the flutes, trumpets 2 and 1, joined 
by the trombone 1, then by the strings section, percussion (tympani, large gong 
and snare drum), used to bring colour to the atmosphere of this end of section” t8. 

The recapitulation (one measure before rehearsal mark 170) brings back the 
two themes in reverse order; first the Theme 2 exposed in different registers, in the 
following order: flute 1, oboe 1 and clarinet 1, then piano, violin 1 and violas, 
trumpet 1. 

The bridge, which is more of a transition (2 measures after rehearsal mark 
220), brings back the main theme in the piano, then in violins 1 and 2, with 
fragments of the theme being occasionally played by other instruments as well. 

The Coda, Largo possibile (one measure before rehearsal mark 250), recalls 
the motif of the introduction, “possibly suggesting the cyclical nature of the 
work”!9, 


Conclusions 

Beginning with the second half of the 20 century, in the Romanian 
concertante music we notice a more intense use of increasingly advanced, even 
avant-garde language elements. We also notice the propensity for extended 
contrapuntal treatments and developments, as well as for the approach of the 
Baroque polyphonic forms in the architectural structure of the works. Folk 
quotations are no longer used in the orchestral concertante works, although folk- 
inspired thematic materials are often used in transfigured forms. Such an example 
is the Concerto for Orchestra by Doru Popovici, a work that reveals the composer's 
concern for shaping his own style, in which traditional influences are combined 
with new construction elements (the traditional forms of the sonata, song, scherzo 
are treated freely) and with the potentialities of the folk song. 

In his Concerto for Orchestra, Zeno Vancea progressively accumulates more 
and more evolved polyphonic structures: the invention, the ricercar (combined 
with the sonata form), the passacaglia and the fugue, creating a polyphonic 
language that follows the tendencies of reiteration of certain characteristic 


18 Ani-Rafaela Carabenciov, op. cit., p. 125. 
19 Ruxandra Arzoiu, op. cit., p. 29. 
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techniques, which led to the maturity stage of the contemporary Romanian 
neoclassicism. 

In Dan Buciu’s Scenes for Orchestra and Piano, the soloist instrument is not 
emphasized in terms of virtuosity, whereas the sound material is dispersed as if in 
a scenic action, hence the title of the work and the fact that it can be included in the 
genre of the concerto for orchestra. The serial element is combined with features of 
a modalism of folk origins, in specific sound architectures: fugue-sonata 
(2^4 movement) or theme with variations-sonata (3 movement). 

Finally, we can assert that beginning with the second half of the 20' 
century, the concerto for orchestra in variable instrumental components (with or 
without obbligato instrument or instruments) has become one of the very well 
represented genres in Romanian music. 

The Romanian composers have created a combination of forms and writing 
styles in which the musical ideas are developed into ample forms, with a specific 
orchestration. 

Romanian composers have also been preoccupied with the emancipation of 
certain instruments within the orchestral ensemble, by raising them to soloistic 
importance and revealing their virtuosic capabilities, thus contributing to the 
creation of the concertante spirit in all its components: melodic, rhythmic, dynamic 
and timbral-coloristic. 
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